62    PRINCIPLES  OF  SHAKESPEARIAN   PRODUCTION
pression Grouping becomes meaningless if you clearly see
only the chief figures, their positional relation to the rest,
always most important, is bluned or lost, and ilso the
i elation of every one to the stage itself, especially its centre
The sides of the stage become negative, -with no cicai-cut
conventional limits Solidity melts into fantasy, icality into
dream Nor is lighting so capable of subtlety as is usually
supposed It can, certainly, tint aieas piettily, but Shake-
speare's finer subtleties involve the mteiplay of persons
Lighting is crassly mechanical compaxed with the finesse of
vocal or facial expression, the lift of an eyebrow, a touch of
Sarcasm in the voice, the twitching of a finger Can a
mechanical beam single out for emphasis minute signi*
ficances comparable to these? Often a subsidiary perso*
should register in such ways, but while the light exper
rules production, the actor can take things easy, and usually
does
Even if you want to express darkness and mysteiy it
should be done mainly in terms of visual positives Ghost
scenes are no exceptions What makes the Ghost in Hamlet
dramatically convincing7 A green li^htp Or the e\piession
on Marcellus' face, the gesture of Bernardo, Hoiatio's
words
"What art thou that usurp'st this time of night,
Together with that fair and warlike form
In which the majesty of buried Denmark
Did sometimes march? By heaven, I charge thee, speak!
I have never yet seen a performance of Hamlet wheic the
actors facing the Ghost were properly visible The Ghost
himself I have known to wear an electric light in his helmet,
which he switches off under his cloak when he is to vanish,
I have seen him appear as a floating phosphorescence in
mid-air, over an otherwise darkened stage, or stalk as a
silhouette against a violet sky Every time the trickery was
pretty enough Every time the chief actors had to speak in
darkness It got across satisfactorily, as such things alway